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The invention of daguerreotype photography in 1836 allowed a 
photographer to represent the physical world through an exact 
image, frozen at the exact moment of capture. While not directly 
related, practices of preservation were also beginning to appear 
in architectural discourse of the same time. Walter Benjamin, in 
criticism of the reproduction of art stated in his 1999 essay on 
the commodification of art that the photograph, a mechanical 
reproduction of images, “may not touch the actual work of art, yet 
the quality of its presence is always depreciated.”1 While Benjamin 
was referring to the photograph, his words are relevant in relation 
to preserved architecture as well. Does a re-purposed building hold 
the same value as its original? 
The process of making and the means which architecture is received 
and communicated are at the crux of the origin of these issues of 
depreciation. By reconsidering the parallel issues of preservation 
and design representation through the material-process and framing 
modes of the visual arts, a more effective critical engagement 
and deployment of architectural strategies may be formed. 
More specifically, by working through a collapse of process and 
representation, communication and content will become one. 
Through this, architecture can exist and function at the level of the 
project. Process engages the material and by doing so proposes 
design concepts based in the physical. Framing communicates 
and situates the work in relation to cultural contexts and allows for 
the design to be conveyed appropriately and most effectively. This 
perception becomes the act of architecture at this scale and level, 
whereby the experience of the project is an end and a means. 
Framing in this project’s context can be understood in the 
postmodernist and surrealist notions of the framing of the frame, 
deployed by artists such as Robert Smithson and Daniel Buren 
whose work created a new “image of the institutional frames 
themselves,” in which content became the “material support . . .for 
a new kind of representation.”2
This relationship spans both content and the material vehicle 
of perception. Historically, project-based architecture such as 
Piranesi’s 18th century etchings functioned in a way which situated 
their content in relation to cultural issues and material processes. 
Overly dramatized perspective engaged critical issues which 
dominated theatrically-based architectural circles. Engagement of 
the etching medium reinforced the images’ ephemeral qualities and 
aura. The commodification of the prints’ commerce situated their 
consumption in the social practice of rediscovering antiquity ruins. 
While Piranesi’s material engagement seems to be between simply 
a means and a vehicle for content, contemporary artists such as 
Christo have fully embraced material-based investigations of 
concept and aesthetics. 
The scope of this project focuses on the Bethlehem Steel Corp., 
once a thriving center of industry in eastern Pennsylvania, now a 
vast complex of ruins, shells and derelict machinery. A particularly 
significant tension exists over the sites and their greater context 
(whether perceived by the population or not) as many buildings 
are structurally unfit or too toxic for reuse while still perceived and 
literally marketed as a powerful identity of the City of Bethlehem 
and backdrop for economic redevelopment.3 Process and framing 
will be explored through the site’s cultural issues of reuse, place 
and ruin. 
Initial research focused on precedents in competition design process 
and the use of computer generated images (CGI) as a commodity in 
architectural practice. The findings generated an understanding of 
the context of the image’s use and its failure to act independently as 
architecture regardless if it were perceived in that way. This research 
also showed common threads between progressive architectural 
firms of linear design process and removal of image makers and 
architecture producers. 
The response to these findings was a broader literary research 
of the methods of design process of contemporary visual artists, 
particularly those involved in material basis of design conception 
and in response to exterior cultural issues. These artists engaged 
political, social and art discourse issues through form and display 
and were thus focused on over other periods and media. By 
collecting imagery, text and criticism of the work, examples of 
methodology and motivations were established as precedent.
The next phase of research involves physically visiting the sites of 
Bethlehem Steel including those reused, demolished or untouched. 
As many of these sites are either too hazardous for the public to 
enter or are closed off, literary research into their original use, and 
interviews of individuals who worked in those places will supplement 
the inability to access them. The focus of this research will be to 
expose the issues of authenticity, artificiality, ruin and reuse in the 
sites and to collect material and ideas of material to manipulate. 
With this understanding, a research methodology of making will take 
this media of the site (physical artifacts, photographs, maps) and 
frame it in superimposed relationships to communicate issues and 
through iterative production, discover new relationships between 
material concept and concept communication. This process will 
establish critical issues through physical artifacts and challenge 
their display in traditional architectural practices of representation. 
In search of a testing site, Bethlehem Steel was selected for it’s 
geographic vicinity and ability to be accessed and mined for material 
research. The concept of ruin is a pressing issue in architecture as 
cities preserve more and more architecture and postindustrial towns 
begin to reuse the structures for which they are in existence.
The project will critique current modes of operation by a linear 
problem-solving design process. By acting through representation 
as both a vehicle for developing design and as a means of 
communicating and experiencing it, the project will engage the 
design of a tactile deployment of architecture and effective means 
of communicating its intent. The architecture will function in the way 
that the visual arts do in terms of their scale and engagement in 
cultural issues. Research into tangible artifacts of the site will yield a 
combination of image, drawing and model forms of representation. 
Through this analysis, a strategy of intervention will be established 
and provide foundations of instillation-scaled project. The project 
seeks to engage production by culture, rather than a discipline of 
site-specific problem technical solution.
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BREAD AND CIRCUSES
“… Already long ago, from when we sold our vote to no man, the 
people have abdicated our duties; for the People who once upon 
a time handed out military command, high civil office, legions — 
everything, now restrains itself and anxiously hopes for just two 
things: bread and circuses.”1 “Bread and circuses,” writes J. P. 
Toner, relates to the spectacle value of entertainment which Roman 
authorities employed to occupy the conscience of the public while 
a major shift in government was taking place. The painting Pollice 
Verso by Jean-Léon Gérôme (Figure 1.1) perfectly illustrates this 
phenomenon, depicting a gladiator amidst a blood-thirsty crowd 
urging for the victor to take the life of the defeated.
The Roman empire was shifting from a governing form of republic, 
to which Rome owed its glory to that of an aristocracy which 
eventually became a major factor in the Empire’s demise. Applied 
to contemporary situations, the phrase describes the sentiment of 
a populace which favors entertainment and leisure over a vested 
interest in civic virtues and public life. 
The spectacle, typified in Roman times as gladiator fights, 
circus games, and distribution of food prompted distraction and 
disengagement in civic life for “bread and circuses.” Guy Debord 
in his book, The Society of the Spectacle, drew similar conclusions 
based on Marxist and capitalist motivations associated with the 
image. In a modern capitalist notion of the image as mediator 
between social interaction, Debord posits, the image has been 
elevated to a status of mediator and symbolic interaction. Cars 
convey status symbols of wealth, clothing conveys intelligence, 
advertisements convey sex and desire. 
In the realm of built works, architecture is not immune from the same 
forces. Architecture can, in fact, be considered a crystallized form of 
the spectacle, offering bread and circuses in the form of atmospheric 
space and the preservation of buildings in a lie of authenticity and 
feeling. Debord traces the degradation of “authentic social life” as 
the replacement of authentic interaction to  mere representative 
effect.2 
In contemporary architectural practice, representation functions 
on two levels, that of the translation of idea to built form and the 
inherent semiotic relationships between built form and meaning. 
The unbuilt work is represented through drawing, rendered image, 
or other media to convey it’s meaning, function and appearance. 
When manifested to the built form, built work can represent broader 
cultural issues from functionality to sacredness.3 
The growing trends of restoration and the preservation of 
architecture have a direct parallel to these two notions of spectacle 
in representation. Through world heritage sites and preservation 
initiatives, contemporary culture has grown to embrace preserving 
artifacts, urban districts and buildings in an attempt to crystallize 
their state of being in one time. While contributing to the historical 
significance and nostalgic value of these architectures, this practice 
fails to engage the existing in a critical manner or offer a didactic 
solution to dealing with the spectacular nature of representing what 
once was but will never be.
This book will attempt to more deeply understand the nature of 
the spectacle in architectural representation and offer a mode of 
operating in dealing with issues of reuse and alteration of existing 
socially significant architecture. The research investigated will begin 
to offer ways of testing the claim that by directly engaging with the 
representation of spectacle and denying the Debordian notion of 
the image, a more tactile and engaged design strategy may occur. 
IMAGE
The invention of daguerreotype photography in 1836 allowed a 
photographer to represent the physical world through an exact 
image, frozen at the exact moment of capture. Walter Benjamin, 
in criticism of the reproduction of art stated in his 1969 essay on 
the commodification of art, that the photograph, a mechanical 
reproduction of images, “may not touch the actual work of art, yet the 
quality of its presence is always depreciated.”1 Benjamin establishes 
the two polar stances on the mechanically-produced image: on one 
hand, photography allowed for a potent representation of reality. On 
Figure 1.1
Jean-Léon Gérôme 
Pollice Verso,1872 
Oil on canvas
38.0 x 58.7 inches; 96.5 x 149.2 cm
Collection of Phoenix Art Museum
Phoenix, AZ
Chapter FrontpieCe
Guy Debord
Cover from La Société du Spectacle,1967
Photograph
8.5 x 5.5 inches; 21.6 x 13.9 cm 
Published originally by Buchet-Chastel (Paris)
Figure 1.3
Luxigon for Bjarke Ingles Group
The Wave, 2010. 
Computer-generated image
digital media
www.luxigon.com
Figure 1.2
Auguste Lumière & Louis Lumière
Still from L’Arrivée d’un train en gare de La Ciotat, 1896
Film
0:50s
Kino Video
the other, Walter Benjamin, argued, the reproduction of art signals a 
departure from the authentic, and thus a loss of authenticity. Authentic 
experiences of art (the original painting, inhabiting a building and 
seeing it firsthand) were abandoned for the more accessible and 
easily distributable media of the reproduced image. In relation to 
sacredness and illusion in response to truth, Debord sees effect-
driven media’s popularity attributable to its ability to stun and move 
people, where the more illusion which is provided, an according 
level of sacredness held by the view is achieved. The truth of what 
is actually happening is inconsequential to whether or not the event 
is held sacred. The non-reality has become more appealing than 
actual life. Auguste and Louis Lumiere’s 1896 film L’Arrivee d’un 
train en gare de La Ciotat (Figure 1.2), considered as one of the first 
cinematic experiences, produced such an emotional response from 
the viewers as a result of effect that physical reactions were elicited. 
In one of the final scenes, a camera is positioned extremely closely 
to the tracks as a train approaches the station. Upon seeing the film 
in large format for the first time, viewers were said to have vomited, 
jumped out of their seats and left the theater in response to seeing 
the medium for the first time. 
ARCHITECTURE
Contemporary architecture works in a mode similar to the Lumiere 
brothers. The practice of outsourcing visualization to specialized 
architectural visualization firms (referred from here as ArcViz) allows 
architects to purchase a literal image of their proposed design, but 
also the Debordian image associated with the stylization of the 
ArcViz firm’s profile (see pls. 1-2). This representation of the design 
is intended to seduce clients and convey architectural notions of 
effect and atmosphere. 
But through a more critical examination of this practice, one 
discovers a two-folded degradation of the architectural discipline. 
First, the architecture is not necessarily portrayed accurately or 
even at all. The period eye of clients and architectural discourse 
demands a space of effect and awe. Does the best visualization 
win the competition? Can an architectural practice survive without 
producing seductive imagery? The realist answers to these 
questions is to declare the image and its spectacular associations as 
absolutely necessary. But is the eye-candy notion of the spectacle 
the only way of achieving this?
The second manner in which the image degrades architectural 
discourse is relying on the image to translate to built form and 
produce the same effect (Figure 1.3). Bjarke Ingles Group’s proposal 
for The Wave (along with many other public works projects) is 
declared to produce “social activation” and “vibrant community 
life.” However, how the design does this is the real problem with 
the image. While the rendering may be very exciting, the actual 
experience of the building can be said to be entirely different. 
Public works, governmental organizations, academic institutions, 
private corporations and retailers have turn architectural spectacle 
into the bread and circuses of the Romans (pl. 3). By offering 
spectacle as a visual feast consumed by contemporary culture, 
architects are engaging in the Debordian degeneration of public 
space. Owners and occupants are both concerned with the image 
of the building as mediator between their social relationship. The 
architect is put in an impossible situation to mediate and discern 
the role spectacle plays in the relationship of image, building and 
occupant.
DRAWING
The dilemma of how to represent a built or prospective piece of 
architecture goes back to the late Medieval an Renaissance 
architects. The advent of perspective and orthographic drawings 
as a priori design tools enabled the architect to theorize his trade. 
The academicism of the architectural trade was directly related the 
drawing and served as both promotional material for the architect 
and a new means of production of design. The principles of painting 
and geometry became directly translated to the conception of built 
work. The architectural treatise grew from small publications with 
few to no images (Alberti) to fully illustrated wood-block prints for 
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mass production (Palladio’s Quattro Libri) to lavishly illustrated 18th 
century illustrations in large format. Contemporary media such as 
Rem Koolhaas and Bruce Mau’s S,M,L,XL culminate the idea of 
drawing and graphics a means of promotion and establishment of 
oneself in a visually-keen culture.
SEPARATION
The first step in understanding this use of the image involves taking 
a closer look at other practices of the use of the image and its 
representative capacity (pl.4). In this diagram, four types of the use 
of the image in architecture, photography and the visual arts are 
categorized. The lower right quadrant separates the representation 
of completely banal subjects in the photograph of Andreas Gursky 
and the rendering of Thomas Demand. The spectacle of these pieces 
lies in their method of realization and its contrast with the banal 
content which they convey. Gursky’s color-saturated photograph 
stuns the viewer with its size and clarity of an overly saturated 
scene of a supermarket. The content vanishes and the viewer is 
consumed by the stimulation of the experience. Demand creates a 
virtual space, but provokes the reading of why he so meticulously 
recreates the boring corner of a dormitory room. 
In the upper left quadrant, representation is completely suppressed to 
a neutral state. These drawings pass reading through representation 
to the object itself. Le Corbusier’s drawing is borderline bad, 
Boullee’s drawing technique is not extraordinary, and Palladio’s plan 
and section are as dry as possible. These projects, both built and 
unbuilt, offer an extremely non-biased depiction of the architecture 
which they represent in that there is no static or associated baggage 
associated with experiencing the architecture - the design is the 
only thing speaking. 
In contrast, the upper right quadrant illustrates two projects in such 
an exaggerated and stylized way, that it is impossible to deem them 
an accurate representation of built work. These images have dual 
voices acting: that of the spectacular, or novel content and that of 
the technique.
The lower left quadrant organizes banal subject matter with a neutral 
representation technique. While offering the least content and least 
rich depictions, Warhol’s soup cans and the Bechers’ water towers 
produce a different effect than the other three quadrants. It is by 
the serial representation which they derive their meaning. By seeing 
a banal technique strictly arrayed, the arrangement of the pieces 
becomes the driving factor of meaning.
 
FRAME
The framing of the Bechers’ and Warhol’s pieces question the nature 
of art and engage the discipline of art itself. By adding a frame to 
these images and presenting them serially, the artist challenges the 
function of the frame. 
In a similar and more intentional manner, Daniel Buren (Figure 1.4) 
questions the space of the gallery through the framing of a series of 
painted canvases. Buren strings a series of canvases with painted 
stripes upon a line which spans from the interior of a gallery a 
across Fifth Avenue in New York City. He directly forces the viewer 
to determine at which point the work of art ceases to be art and 
become promotion, towels hanging out to dry or a run-away piece 
of art. The piece, when put into the diagram of plate 4, does not fit 
into a single category. It constantly flips the singular nature of the 
representation.
ARTIFACT
Similar to the way in which Buren challenged the institutional frames 
of the museum and gallery, Robert Smithson sought to develop 
a dialogue between representation and its spatial construct. 
In a series of pieces entitled Nonsites (Figure 1.5), Smithson 
represented a series of sites which were fringe or backwater areas 
through documents, mineral samples, and fabricated bins that 
“contain” the samples. Mark Linder relates Smithsons Nonsites to 
Smithson’s brief involvement in architectural practice, explaining 
the “alternatives to the pictorial tradition. . .in terms of a shift to the 
production and construction of ‘logical pictures’. . .by drawing a 
Figure 1.4
Daniel Buren 
Within and beyond the frame,1973 (detail) 
Work in situ
John Weber Gallery, New York
Figure 1.5
Robert Smithson
A Non-site (Franklin, New Jersey),1968 
Painted wooden bins, limestone, silver-gelatin prints and typescript on paper with graphite and 
transfer letters, mounted on mat board.
Bins installed 17 x 82 x 10 inches; 41.9 x 208.9 x 261.6 cm; frames: 40 x 30 inches; 103.5 x 78.1cm
Museum of Contemporary Art, Chicago
diagram, a ground plan of a house, a street plan to the location of 
a site, or a topographic map, one draws a ‘logical two dimensional 
picture.’6  A logical picture differs from a natural or realistic picture in 
that it rarely looks like the thing it stands for. It is a two-dimensional 
analogy or metaphor.”7 Smithson materializes the space of the 
representation and that which is represented in a play between 
authenticity of artifacts and a formal/lingual connection between 
actual artifacts of the site and their drawn condition on the wall. The 
metaphor is further enriched by the fact that the sites are periphery 
plots of land. The drawn or photographed representation is hung on 
the wall and read as secondary to the actual matter from the site 
which is collected in bins which recall the archeological practices 
of collection.
Gordon Matta-Clarke, in the same manner as Smithson challenges 
the relationship between authenticity, image and ruin. Matta-Clarke’s 
Office Baroque (Figure 1.6) initially consisted of the cutting of voids 
through seemingly banal or standard buildings. By introducing a state 
of ruination to the buildings, Matta-Clarke embedded the spaces 
with a sense of spectacularly, introducing new understandings of 
the space and new experiences of light and air. The very nature 
of the piece proved temporary and were extensively documented 
through photography and film. Thus by playing with this medium 
of representations of his past projects, Matta-Clarke was able to 
produce new, even richer understandings of the cuts and artifacts 
from the project.
While Matta-Clarke’s material engagement with the image post-
completion, the work of Christo and Jeane-Claude exhibits an 
investigation of material and operational basis. By working with 
the concept of wrapping and its material implications, Christo 
developed a rich and provocative understanding of the associated 
material concepts (Figure 1.7). Christo’s process was a hybrid of 
drawing and actual determined material and demonstrates the value 
of breaking from the model of a priori drawing and image making.
SATIRE
In both Steeling Landmarks (pls. 8-10) and 1089 Ships... (pls. 5-7), 
the use of representation and process are criticized and leveraged to 
establish a dual understanding of the work. 1089 Ships... delineates 
the quantity of ships produced for war by the Bethlehem Steel 
Corporation, a leading supplier of wartime ships. The machine-
rendered nature of the line drawing relates to the production of 
machines by machines. The blood wash relates to the blood of war 
and the deaths associated in the manufacturing process. Steeling 
Landmarks similarly relates the production of major architectural 
landmarks throughout the country, rendering the buildings in 
original rust harvested from the plant site. The pieces have a dually 
representative nature: first they represent the facts of the significance 
of both the achievements of contributing to landmarks and the war 
effort. The added layer of spectacle produces a separate reading of 
the act of representing and conveying.
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Figure 1.6
Gordon Matta-Clarke
Office Baroque,1977
Building fragment: parquet wood floring, drywal, and wood; and silver dye 
bleach print (Cibachroe)
Fragment: 15.75 x 59 x 90.5 inches; 40 x 149.9 x 229.9 cm
The Museum of Contemporary Art, Los Angeles
Figure 1.7
Christo and Jeane-Claude
Sketch for Wrapped Typewriter, c1965
Charcoal sketch with fabric and twine
25 x 18 inches; 63.5 x 45.72 cm
in Christo, Milano: Edizioni Apollinaire
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pLate 1
Rendering Junkfood, 2012
Selected Computer Generated Images from leading 
architectural visualization firms
10 x 10 inches; 25.4 x 25.4 cm
pLate 2
Rendering Junkfood, 2012
Selected Computer Generated Images from leading 
architectural visualization firms
10 x 10 inches; 25.4 x 25.4 cm
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pLate 3
Status Image, 2012
Image collage of Audi Advertisement and Luxigon Rendering
7 x 18 inches; 17 x 45.72 cm
pLate 4
Diagram of spectacular content, 2012
Selected Images
10 x 10 inches; 25.4 x 25.4 cm
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pLate 5
1089 Bethlehem Steel Ships ... or, All wartimes 
ships produce for WWI, 2012
Laserjet print with fake blood wash
 framed 33 x 33 inches; 83.8 x 83.8 cm
pLate 6
detail: 1089 Bethlehem Steel Ships ... or, All 
wartimes ships produce for WWI, 2012
Laserjet print with fake blood wash
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pLate 7
Process: 1089 Bethlehem Steel Ships ... or, All 
wartimes ships produce for WWI, 2012
Digital Print
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pLate 8
Steeling Landmarks, 2012
Graphite drawing with rust wash from selected 
Bethlehem Steel sites
framed 33 x 33 inches; 83.8 x 83.8 cm
pLate 9
detail: Steeling Landmarks, 2012
Graphite drawing with rust wash from selected 
Bethlehem Steel sites
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pLate 10
Process: Steeling Landmarks, 2012
Digital Photographs
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STAGE
In 2003, Bethlehem Steel Corporation filed for bankruptcy and in 
2007 sold all of its assets to International Steel Group. Located in 
South Bethlehem in eastern Pennsylvania, the campus of buildings 
and industrial equipment constitute he largest brownfield site in the 
world. Bought by SandsBethWorks, a subsidiary of Sands Casino 
Las Vegas, the property is planned to be developed into a 163 
acre cultural and entertainment site.1 While many of the buildings 
had to be demolished because of structural and environmental 
hazards, a collection of 18 existing buildings makes up the campus 
along with a new headquarters for ArtsQuest, a non-profit media 
organization completed in 2011 and the Sands casino and shopping 
complex. The five blast furnaces left intact serve as a backdrop for 
the new “21st century town square”, also fronted by the ArtsQuest 
building. The new public town square is the result of the gifting of 
land by the Sands Casino Resort Bethlehem, the economic driver 
of the redevelopment of the former Steel plant, to the Bethlehem 
Redevelopment Authority as part of the SteelStacks arts and 
entertainment campus. However, due to a restriction of the land 
deed, this public plaza “prohibits union organizing and talking 
offensively about the Sands casino.”2
REPRESENTATION
While undergoing a major physical and programmatic reproposing, 
the representation of the site is also undergoing a drastic shift. In 
2008, the site was the film for the 2009 blockbuster Transformers II: 
Revenge of the Fallen, serving as the setting for an alien battleground 
in Shanghai. This image (Figure 2.1) of the plant proposes an ironic 
inversion of this shift of perception. The blast furnaces, once a 
source of economic stimulus for a diverse community is now the 
spectacle around which Debord’s social inauthenticity is at its 
peak. In comparison to Piranesi’s depiction of antiquarianism, the 
furnaces have become the stage set, but any spectacular event can 
happen on it. It is the epitome of the multipurpose stage set: movie 
scenes, fire works, holiday light shows, weekend farmers’ markets, 
and free community concerts all call it home. 
Thus the campus as a whole presents itself as a rich testing ground 
for how to act within spectacle culture and employ strategies 
pioneered by visual artists such as Smithson, Buren and Piranesi. 
The privatization of public space presents a growing trend by public 
institutions and businesses. The spectacle of “bread and circuses” 
is global and prototypical, the campus of Bethlehem Steel in South 
Bethlehem will provide a grounds for addressing it. 
BEGINNINGS
Bethlehem was founded in 1741 by two Moravian missionaries along 
the Lehigh River. The Moravians ministered to the regional Lenape 
Native Americans and functioned as a typical early American colony 
until the introduction of the railroad and later Bethlehem Iron Works 
in 1857. The plant grew as a result of strategic positioning along 
the intersection of the Lehigh Valley and North Penn Railroads. 
The Lehigh River provided shipping to the Atlantic seaboard and 
the Railroads connected the plant to resource deposits in western 
Pennsylvania. 
In 1901, former president of US steel Charles Schwab bought the 
company and renamed it Bethlehem Steel Corporation. With the 
purchase of control of Henry Gray’s wide flange patent, Bethlehem 
could roll stronger and lighter beams than anyone in the world. 
The wide-flanged steel beam was central to the construction of 
the skyscraper and long-spanning bridge and a railroad track of 
superior durability. As a result, most of the bridges and skyscrapers 
were built with the “Bethlehem Beam.” The steel was manufactured 
from raw ore and rolled and fabricated into beams at the plant. 
In 1916, Schwab began purchasing steel mills along the east coast 
for expansion and turned over daily operations to Eugene Grace. It 
was Grace that took Schwab’s vision of a dominant corporation and 
made it a reality. Grace created the image of Bethlehem Steel, more 
commonly referred to as, “The Steel,” the all-powerful corporation 
which shaped the way Bethlehem was going to develop during the 
20th century. 
Figure 2.1
Michael Bay
Transformers II: Revenge of the Fallen, 2009
Digital Film
150 min
Dreamworks Studios
Chapter FrontpieCe
Frank T. Smith
 Blast furnaces during 4th of July, 2012
Photograph
http://franktsmith.wordpress.com/2012/07/17/
independence-day-at-steelstacks/
WWI turned the plant into a mammoth corporation, responsible for 
rolling out the symbol of America: the wide-flanged beam. The plant 
was also the patron saint of the town. Whenever anyone in the town 
needed anything, including the Mayor, the steel plant took care of 
them. 
The plant’s strong workforce is largely attributed to the ethnic 
diversity of the workers. Over 30 different ethnic groups lived 
together in a strong working class community. Competition between 
the ethnic groups was strong and contributed to a sense of pride 
and urgency in the workplace.  
STALEMATE
Worsening plant conditions led to the unionization of the workforce. 
Striking workers demanded basic amenities and safer working 
conditions. In the advent of WWII the plant was eager to keep 
production up, granted the workers lunch breaks, wash rooms and 
improved safety. A photograph by Walker Evans (Figure 3.2) taken in 
1934 conveys the social dangers of the mill. Positioning graveyard, 
row home, and blast furnace in fore, middle, and background 
respectively, Evans made the social commentary that “this is where 
you work, this is where you live, and this is where you die. 
Growing tensions between administrative and production workers 
caused some workers to condemn what they considered, “an elitist 
mentality among top-level executives.”3 Another strike in 1959 
which lasted 179, days set the tone for how Bethlehem operated 
for the rest of time it was in business. To pay for employee benefits, 
prices of steel were increased to cover overhead. Cheaper steel 
manufacturers from overseas in Japan and France took advantage 
of their quicker production time and ability to produce other metals 
such as aluminum for growing markets such as soft drinks.
The emergence of the mini-mill sealed the fate for large corporation 
production of steel. Mini-mills produced cheaper steel and employed 
continuous casting techniques, a technology which the Bethlehem 
Plant denied the validity of.
The loss of the World Trade Center contract to foreign steel 
companies sealed the plant’s fate.
REUSE
In 2007 the Sands Casino purchased the land for redevelopment 
of a casino and entertainment district. Today, foreigners from New 
York (2 hrs, bus) and Philadelphia (1 hr, bus) flock to the city for 
gambling and entertainment purposes. The ultimate reversal of roles 
has occurred: foreign steel imports put the company out of business 
and foreign people imports keep its ghost alive.
NOTES
1.  
2.  The Morning Call.“Crowd at free speech rally decries Sands 
 deed restrictions at Steel Staks” http://www.mcall.
 com/news/local/mc-bethlehem-steelstacks-free-speech-
 test-20121120,0,3042231.story
3.  PBS. Bethlehem Steel, The People Who Built America, 2008.
Figure 2.2
April Bartholomew, The Morning Call
Untitled, 2012
Photograph
unknown dimensions
from The Morning Call November 20, 2012
Figure 2.3
Andrew Garn
Blast Furnace A and B with dismantled powerhouse in foreground, 1993
Photograph
unknown dimensions
in Bethlehem Steel: Princeton Architectural Press, 1999 
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Center of Town, 2012
Google earth image
digital media
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It’s (been) a Blast!, Author
assembled images, drawings
72” x 24”
Blast furnace drawing complements of Spillman Farmer Architects
Check family photograph complements of Steel Workers Archive
Levitt Pavillion photograph by Paul Warchol
pLate 12
It’s (been) a Blast!, 2012
Blast furnace construction drawing, Check family 
photograph, Levitt Pavillion photograph by Paul Warchol
24 x 72 inches; 61 x 182.9 cm 
It’s (been) a Blast!, Author
assembled images, drawings
72” x 24”
Blast furnace drawing complements of Spillman Farmer Architects
Check family photograph complements of Steel Workers Archive
Levitt Pavillion photograph by Paul Warchol
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stills from Delirious Spectacles, 2012
montage film
05:21 
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Faceoff!, 2012
Assembled images
11 x 8.5 inches each; 27.9 x 21.6
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Rise and Fall, 2012
Digital collage
10 x 10 inches; 25.4 x 25.4 cm
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TYPOLOGY
Walker Evans’ photograph in 1934 (Figure 3.2) and Bernd and 
Hilla Becher’s documentation of blast furnaces (Figure 3.1) depict 
the blast furnaces in the background of the city in a live/work/die 
relationship and call its significance as a major building typology. 
This series of photographs offers a picturesque series of views in 
the city where the blast furnaces are the backdrop with different 
states of life depicted in the different vantage points.
Between the 1960s and 1990s Bernd and Hilla Becher began 
photographig steel mills with a specific focus on blast furnaces. As 
the central element to a steel plant, their serial representation of 
the furnaces made them appear as an architectonic structure. As 
a relatively new building type, its aesthetic are govenred by pure 
functional needs of heat, pressure, and gas generation. The Becher’s 
photography made the forms iconic through shear repetition and by 
framing and photographing the subjects in the exactly same mannor 
in each shot. 
In this series of images, the remaining 16 pieces of Bethlehem steel 
are represented in the same manor as the Bechers. The technique of 
photographig in black & white on an overcast day and framing each 
piece at the same size produces a collection of artefacts that have 
been considered sacred enough to not be torn down. In viewind the 
set, the context becomes apparent.: the majority of the buildings 
are fenced off and inaccesable. They are both the sacrad ruin and 
distanced artifact. The following images depict the barriers whch 
keep people out of the structures and supplement this piece.
Chapter FrontiCe
Andy Warhol
Orange Disaster #5; 1963
Acrylic and silkscreen enamel on canvas
106 x 81.5 inches;  269 x 205.74 cm
Solomon R. Guggenheim Museum
Figure 3.2
Walker Evans
Graveyard, Houses, and Steel Mill, Bethlehem , Pennsylvania; 1934
Glatin silver print
7.5 x 9.5 inches; 19.05 x 24.13 cm
The Minneapolis Institute of Arts
Figure 3.1 (top)
Bernd and Hilla Becher
Typology of Blast Furnace Heads: Perspective Views, Europe, 1965
Digital Pigment print (Ditone) on photo paper
 35.5 x 44.5 inches; 90 x 113 cm
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Distant Reminder, Playing, 2012
Photograph
8 x 10 inches; 20.32 x 25.4 cm
pLate 17
Distant Reminder, Towering, 2012
Photograph
8 x 10 inches; 20.32 x 25.4 cm
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Distant Reminder, Parking, 2012
Photograph
8 x 10 inches; 20.32 x 25.4 cm
pLate 19
Distant Reminder, Gating, 2012
Photograph
8 x 10 inches; 20.32 x 25.4 cm
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Today’s Evans, Graffiti Stencil, 2012
Framed photograph, spray paint
8 x 10 inches; 20.32 x 25.4 cm
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Today’s Evans, Shrine, 2012
Framed photograph, LED light, purple acetate
8 x 10 inches; 20.32 x 25.4 cm
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Fenced In: Carpentry & Pattern Shop, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Fenced In: Electric Furnace Melting Department, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Electro-Slag Remelt, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Administrative Offices, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Electro-Slag Remelt, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
pLate 28
Carpentry & Pattern Shop, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Carpentry & Pattern Shop, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Central Tool Annex, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Weldment, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Weldment, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Plant Entrance, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
pLate 34
Administrative Offices North, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Blast Furnace, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Central Tool Annex, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Steel General Office, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Glass Blowing Engine House, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Central Tool Shop, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
pLate 40
Iron Foundry, 2012
Black & white photograph taken on overcast day,
8 x 10 inches; 20.32 x 25.4 cm
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Do Not Enter No Parking Private Property, 2012
Photograph series
2 panels; 10 x 10 inches; 25.4 x 25.4 cm each
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Advertising Palimpsest, 2012
Wheat-pasted advertisements and media from Bethlehem Steel through 20th and 21st centuries
24 x 40 inches; 60.96 x 101.6
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Spectacle Specs, 2012
Photocopied prints, tacks
11 x 8.5 inches; 27.9 x 21.59 cm each
pLate 44
hoLophane Lighting SyStemS
Luminaire Specification Sheet
Laserjet printed sheet,
8 x 10 inches; 20.32 x 25.4 cm
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RUIN
In the 18th and early 19th centuries, the “cult of the ruin” dominated 
architectural circles in Europe. Mock ruins appeared as follies in 
landscape gardens and architects and artists’ attitudes towards 
them was two-sided.5 The first is archaeological, seeing artifacts 
as pieces to a puzzle to be reassembled to their original state. The 
second is a Picturesque understanding of the ruin, enabling the 
artist with license in arranging the artifacts in a romantic staging 
using chiaroscuro or mystical settings. 
In comparing Joseph Gandy’s drawing for Sir John Soane’s Bank 
of England (6) and Piranesi’s etching, a better understaning of the 
factors at work in their highly charged representations can be seen. 
Gandy’s rendering was desplayed after the completion of built work. 
Exhibitted with a complementing fictional text of the discovery of 
the building as a ruin, Gandy and Soane propigated the spectacle 
of London as a ruin as following the path of Rome. The spectacle 
for Gandy is in the technique of representing the building as a 
ruin. Piranesi’s etchings holds an entirely different significance. 
The “craze” of rediscovery was fueled by architects and scholars 
traveling to Rome and documenting, stealing, selling, and writing of 
the ruins of the fallen empire. Through etching (7) Piranesi depicts 
the Roman Baths, however his technique is not simply documentary. 
By employing a dramatic and theatrical overemphasis of the space, 
he renders the actual ruin as stage set. Trained in the theater arts, 
Piranesi knew how to create dramatic effects and events through 
images. Here, the subject is not the built work as in Gandy’s painting. 
Rather, the subject is the broader T phenomenon of interest in 
antiquity. The meaning is compunded by his rendering technique 
of etching, making the piece available for sale and reproducable. 
While both Gandy and Piranesi used the representation of the ruin 
as a means of elevating their status as architects and playing to 
the period eye of fascination of antiquity, Gandy produced a more 
straightforward spectacle of decaying something after it had been 
recently constructed while Piranesi conveyed the spectacle of the 
cultural engagement with antiquity. 
Piranesi’s layering of spectacle and cultural phenonmenon illustrates 
a method of working which leverages the spectacular to a critical 
means and deployment. 
Chapter FrontiCe
Joseph Michael Gandy
Imagined view of the Bank of England in ruins; 1830
Pen and colored washes on paper
unknown size
The Sir John Soane Museum
Figure 4.2
René Magritte
The Human Condition, 1935
Oil on canvas
39 x 32 inches; 100 x 81 cm
Simon Spierer Collection, Geneva Switzerland
Figure 4.1
Giovanni Battista Piranesi
Ruins of a Gallery of Statues in Hadrian’s Villa at Tivoli, c1757
Etching
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300’
scale: 1”=100’ existing buildings parking spaces fence/barrier
keysite plan
300’
scale: 1”=100’ existing buildings parking spaces fence/barrier
keysite plan
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Site Plan (existing, planned, demolished), 2012
Digital collage
36 x 72 inches; 91.44 x 182.88 cm each
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Parking Pass, 2012
Wheatpasted paper on asphalt
4 x 4 inches; 10.2 x 10.2 cm each
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Play-scape, 2012
Foamcore base, cast resin with rust from site, 
basswood, paper
base: 18 x 24 inches; 45.7 x 60.9 cm
82 | 83
pLate 48
Un-Precedented, 2012
Photocopied prints
8.5 x 11 inches; 21.59 x 27.9 cm each
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Un-Precedented, 2012
Photocopied prints
8.5 x 11 inches; 21.59 x 27.9 cm each
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Un-Precedented, 2012
Photocopied prints
8.5 x 11 inches; 21.59 x 27.9 cm each
pLate 48
Un-Precedented, 2012
Photocopied prints
8.5 x 11 inches; 21.59 x 27.9 cm each
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RUST: from wikipedia.com | Rust is composed of iron oxides. In colloquial usage, the term is applied to red oxides, 
formed by the reaction of iron and oxygen in the presence of water or air moisture. Other forms of rust exist, like the result 
of reactions between iron and chloride in an environment deprived of oxygen – rebar used in underwater concrete pillars 
is an example – which generates green rust. Several forms of rust are distinguishable visually and by spectroscopy, and 
form under different circumstances.[1] Rust consists of hydrated iron(III) oxides Fe2O3·nH2O and iron(III) oxide-
hydroxide FeO(OH)·Fe(OH)3. Given sufficient time, oxygen, and water, any iron mass will eventually convert entirely 
to rust and disintegrate. Surface rust is flaky and friable, and provides no protection to the underlying iron, unlike the for-
mation of patina on copper surfaces. Rusting is the common term for corrosion of iron and its alloys, such as steel. Many 
other metals undergo equivalent corrosion, but the resulting oxides are not commonly called rust. Oxidation of iron metal: 
When impure (cast) iron is in contact with water, oxygen, or other strong oxidants, or acids, it rusts. If salt is present, for 
example in seawater or salt spray, the iron tends to rust more quickly, as a result of electrochemical reactions. Iron metal 
is relatively unaffected by pure water or by dry oxygen. As with other metals, like aluminium, a tightly adhering oxide 
coating, a passivation layer, protects the bulk iron from further oxidation. The conversion of the passivating iron oxide 
layer to rust results from the combined action of two agents, usually oxygen and water. Other degrading solutions are 
sulfur dioxide in water and carbon dioxide in water. Under these corrosive conditions, iron hydroxide species are formed. 
Unlike iron oxides, the hydroxides do not adhere to the bulk metal. As they form and flake off from the surface, fresh iron 
is exposed, and the corrosion process continues until either all of the iron is consumed or all of the oxygen, water, carbon 
dioxide, or sulfur dioxide in the system are removed or consumed.[2]Associated reactions: A rusted (and dirt-encrusted) 
bolt; note the surface pitting and gradual shape-deformation, caused by severe oxidation. Rusted pyrite cubes embedded 
in a stony matrix. From the above equations, it is also seen that the corrosion products are dictated by the availability of 
water and oxygen. With limited dissolved oxygen, iron(II)-containing materials are favoured, including FeO and black 
lodestone (Fe3O4). High oxygen concentrations favour ferric materials with the nominal formulae Fe(OH)3-xOx/2. The 
nature of rust changes with time, reflecting the slow rates of the reactions of solids. Furthermore, these complex processes 
are affected by the presence of other ions, such as Ca2+, both of which serve as an electrolyte, and thus accelerate rust for-
mation, or combine with the hydroxides and oxides of iron to precipitate a variety of Ca-Fe-O-OH species. Onset of rust-
ing can also be detected in laboratory with the use of Ferroxyl indicator solution. The solution detects both Fe2+ ions and 
hydroxyl ions. Formation of Fe2+ ions and hydroxyl ions are indicated by blue and pink patches respectively.Because of 
the widespread use and importance of iron and steel products, the prevention or slowing of rust is the basis of major eco-
nomic activities in a number of specialized technologies. A brief overview of methods is presented here; for detailed cov-
erage, see the cross-referenced articles.Rust is permeable to air and water, therefore the interior metallic iron beneath a 
rust layer continues to corrode. Rust prevention thus requires coatings that preclude rust formation.[edit]Rust-resistant 
alloys:See also: Stainless steel and Weathering steel. Stainless steel forms a passivation layer of chromium(III) oxide. 
Similar passivation behavior occurs with magnesium, titanium, zinc, zinc oxides, aluminium, polyaniline, and other elec-
troactive conductive polymers.[citation needed]Special "weathering steel" alloys such as Cor-Ten rust at a much slower 
rate than normal, because the rust adheres to the surface of the metal in a protective layer. Designs using this material 
must include measures that avoid worst-case exposures, since the material still continues to rust slowly even under near-
ideal conditions.Galvanization: Galvanization consists of an application on the object to be protected of a layer of metal-
lic zinc by either hot-dip galvanizing or electroplating. Zinc is traditionally used because it is cheap, adheres well to steel, 
and provides cathodic protection to the steel surface in case of damage of the zinc layer. In more corrosive environments 
(such as salt water), cadmium plating is preferred. Galvanization often fails at seams, holes, and joints where there are 
gaps in the coating. In these cases, the coating still provides some partial cathodic protection to iron, by acting as a gal-
vanic anode and corroding itself instead of the underlying protected metal. The protective zinc layer is consumed by this 
action, and thus galvanization provides protection only for a limited period of time. More modern coatings add alu-
minium to the coating as zinc-alume; aluminium will migrate to cover scratches and thus provide protection for a longer 
period. These approaches rely on the aluminium and zinc oxides re-protecting a once-scratched surface, rather than oxi-
dizing as a sacrificial anode as in traditional galvanized coatings. In some cases, such as very aggressive environments or 
long design life, both zinc and a coating are applied to provide enhanced corrosion protection.[edit]Cathodic protection. 
Main article: Cathodic protection: Cathodic protection is a technique used to inhibit corrosion on buried or immersed 
structures by supplying an electrical charge that suppresses the electro-chemical reaction. If correctly applied, corrosion 
can be stopped completely. In its simplest form, it is achieved by attaching a sacrificial anode, thereby making the iron or 
steel the cathode in the cell formed. The sacrificial anode must be made from something with a more negative electrode 
potential than the iron or steel, commonly zinc, aluminium, or magnesium. The sacrificial anode will eventually corrode 
away, ceasing its protective action unless it is replaced in a timely manner. Cathodic protection can also be provided by 
using a special-purpose electrical device to appropriately induce an electric charge.Flaking paint, exposing a patch of sur-
face rust on sheet metal:Rust formation can be controlled with coatings, such as paint, lacquer, or varnish that isolate the 
iron from the environment. Large structures with enclosed box sections, such as ships and modern automobiles, often 
have a wax-based product (technically a "slushing oil") injected into these sections. Such treatments usually also contain 
rust inhibitors. Covering steel with concrete can provide some protection to steel because of the alkaline pH environment 
at the steel-concrete interface. However rusting of steel in concrete can still be a problem, since expanding rust can frac-
ture or slowly "explode" concrete from within. As a closely related example, iron bars were used to reinforce stonework 
of the Parthenon in Athens, Greece, but caused extensive damage by rusting, swelling, and shattering the marble compo-
nents of the building. When only temporary protection is needed for storage or transport, a thin layer of oil, grease, or a 
special mixture such as Cosmoline can be applied to an iron surface. Such treatments are extensively used when "moth-
balling" a steel ship, automobile, or other equipment for long-term storage. 
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